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INTRODUCTION: THE THESIS PROPOSAL
Purpose of the Thesis
My intention in this thesis has been to
isolate the element of shape in painting. It
has always attracted, intrigued and sometimes
bewildered me. I have wished to investigate
some of its many facets, probe its potential
ities and, in particular, to study various pro
cesses by which it is possible to develop shapes.
I have also wished to develop some of my own
methods of creating shapes.
In this thesis report I have taken the
term "shape" or "shapes" to mean primarily those
two-dimensional areas in drawing and painting
which can be studied independently of fixed
associations in the natural or visible world.
Shapes of this type are present in the thesis
paintings, but shapes which are representational
are also an essential element.
I have always been interested in organ
ization, structure and arrangement in art as well
as in the "mechanics" by which effective results
may be realized. A concentration on shape has
become, perhaps, the most prominent element in my
work, one that, beside offering constant challenge
-1-
-2-
in design, seems to be the vehicle through which I
am best able to convey my intentions.
The thesis paintings have been intended as
an exploration of the aspects of shape dealt with
in this report.
Scope of the Thesis
Because of my interest in process, I have
intended, in this report, to place greatest research
emphasis on three main methods of developing expres
sive shapes of maximum potential. These areas are
(1) light exploration using photographic methods
as well as shadows and reflections created by natural
or artificial light, (2) geometric systems derived from
mathematics, and (3) "shape engineering" including
direct perception of the visible world, automatic
approaches using the subconscious mind, and conscious
ordering elements.
Other aspects of shape research which will
be investigated are perception and color.
The thesis paintings are limited in number
to six, three acrylic paintings on canvas, each
4x5 feet in size, and three small watercolors
on illustration board.
-3-
Procedures
The primary methods of investigation are
library research and visits to exhibitions of
contemporary and historic work. This research
applies to both the thesis report and the paint
ings.
The images for paintings 1-3 were developed
from cast shadows created by a light source;
images for paintings 4-6 evolved mainly through
"shape engineering," although some use was made
of a geometric approach.
PART I: BACKGROUND
I began to paint seriously later in life
than most students (I enrolled in the Master of
Fine Arts program at age forty-six). I had
painted prior to that time for nine years and
was largely self-taught. Although I had had
considerable art education, my painting was a
trial-and-error process, since my education in
art had been in fields other than painting. At
that stage my level of knowledge and taste in
painting and painters was relatively sophisticated,
but in an academic, art historical and critical
sense, not a technical one. The technique or
mechanics of painting fell far short of my "book
knowledge". Because of this, too frequently the
goals I set myself in specific instances were far
above my technical ability.
It was at this point of development that I
began to work in collage with shapes as shapes, an
uncomplicated method requiring little technical
knowledge. I had discovered the work of Julius
Bissier, a twentieth-century German, and Kenzo
Okada, contemporary Japanese-American, whose
work stresses! the element of shape. These were
revelations to me. By a study of their methods
-4-
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and many attempts of my own in that direction, my
technical abilities in painting improved, especially
i
those involving surface effects. These effects,
however, became primarily surface effects alone,
lacking requisite structure and coherence. Continued
work with shapes as shapes in my degree studies
later enabled me to deal more effectively with them,
as well as with shapes as representation, when
this was appropriate; the surface treatments were
still available when desired.
PART II: THESIS RESEARCH: METHODS OF SHAPE DEVELOPMENT
What is Shape?
Discussing the influence of artistic styles
upon other styles in his book Aesthetics and History
in the Visual Arts, Berenson says that "Art has to
do with two kinds of shapes: (1) Those furnished
by nature. (2) Those furnished by form." "Those
furnished by nature", to him, make up the visual
language or vocabulary developed since earliest
days and still in use in a particular culture:
creatures and objects, their names, visual appear
ances and the ways in which they are represented.
"Shapes furnished by form", on the other
hand, are "natural shapes" that have been altered
by art. "So long as these art shapes and patterns,
. . ., assimilate natural shapes, raw shapes, as
3
it were, there can be no talk of foreign influence."
Although we understand his meaning, here
Berenson is speaking of shape in a generalized sense.
Earlier in the book he discusses shape more
specifically as it pertains to a given work of
art: shapes that are "fully realized" are the
components of "form"; not all shapes are fully
realized, however, but only those that are "lived"
-6-
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by the artist and communicated in "life-enhancing"
terms. "Form is that radiance from within, to
which a shape attains when in a given situation
it realizes itself completely."
Now try these statements by Rothko, just
as penetrating but more graphic:
On Shapes:
They are unique elements in a unique
situation. They are organisms with
volition and a passion for self-
assertion.
They move with internal freedom, and
without need to conform with or to
violate what is probable in the familiar
world.
They have no direct association with
any particular visible experience,
but in them one recognizes the principle
and passion of organisms.
Marvelous statements, all of them. Somehow
they seem more attuned to the producer of art than
those of Berenson, which might logically be expected.
But Rothko 's words are descriptions, characteristics
of how shapes act, what they do. He assumes that
we know what shapes are.
A third author, Ocvirk, defines shape in this
way: "shape: An area which stands out from the
space next to or around it because of a defined
boundary or because of difference of value, color,
or
texture."
All of this is to say that there are many
approaches to the discussion of shape. Some authors,
e.g. Berenson, use the term in an aesthetic or
generalized sense, :theis poeticize it, and still
-8-
others capsulize it in such concise terms that
one may hardly disagree. Perhaps some concepts
are better described than defined. As a concept,
however, shape remains a complex subject.
The work of the Gestalt psychologists is
particularly pertinent to the visual arts. McKim
clearly explains their approach:
. . .perception inherently acts
as an active force, comparable to a
magnetic field, that draws sensory
imagery together into wholistic pat
terns, or "gestalten". According
to this view, every perceptual
image consists of more than the sum
of its parts; it also possesses a
"gestalt", a patterning force that
holds the parts together.
The key phrase in this statement is "more than the
sum of its parts", for this concept applies directly
to shape in art.
Kohler, one of the pioneers of Gestalt
psychology, describes a visual field which contains
an infinite number or "mosaic" (his term) of local
sersory stimuli. Such a field, he says, could not
explain the phenomenon of shape perception because
it would not contain what he calls "real shapes";
it would contain "all possible forms" (his term)
instead. Seeing "all possible forms", one might
choose to see any shape one wished. In actuality,
we either see specific shapes and no others or
-9-
we find no form at all. The field of which he
speaks ". . .will not . . .have real shape before
git is segregated as a Visual whole." One of
the many means of segregation, according to Kohler,
is the "extended unit", by which separate "real
shapes" or visual units in the field are perceptually
linked, producing an additional configuration, a
new "real shape".
For Kohler, in summary, visual shapes "are
properties of specific units. . . of the visual
field}, and cannot be reduced to local stimulations."
The principles of Arnheim's psychological
thinking derive from Gestalt theory. In his discus
sion "What is Shape?" he divides the concept of
shape into two parts, physical and perceptual.
Physical shape is fixed and constant. We determine
the physical shape of an object by its boundaries;
its spatial orientation and the presence or absence
of other objects nearby are not generally considered
to be properties of shape in this concept.
Perceptual shape, however, may be influenced
by factors both within and outside the stimulus;
it plays many roles. The visual character of the
object, created by its boundaries, can affect our
perception of it. It may change when its orienta
tion or environment changes.
-10-
When we see an object or shape, the resulting
perception occurs as the outcome of an inter
action between the physical object or shape,
light as the carrier of the stimuli, and the
conditions present in the viewer's nervous
system at that moment. If ten people see the
same physical object or shape under identical
circumstances, the ten perceptions which occur
will all differ considerably, not only because of
the varying conditions of the viewers' nervous
systems, but because the image seen is determined
by their visual experiences with that object or
shape or that kind of object or shape during their
respective lifetimes. Thus perceptual shape is
influenced by the past, both the viewers' personal
lives and the past of the culture to which they
belong. Visual experience is inseparable from the
10
matrix of space and time.
We return, then, to the question, What is Shape?
Ocvirk, Kohler and Arnheim, three of the sources
quoted above, agree that boundary is an essential
element of shape. Albers, in Interaction of Color
(to be mentioned later in this report), also refers
to boundaries in dealing with shape in the context
of color. There is no reference to boundary in
Berenson and Rothko, since their writings on shape
are motivated by other considerations.
-11-
Ocvirk's shape statement appears to be a
clear, useful working definition of the term. For
most purposes it is probably sufficient. It is,
however, too simplistic to encompass the concept
in all its ramifications. More is needed in
order to account for the many subtle perceptual
changes which shape may undergo, and this requires
elucidation. Some concepts are better described
or explained than defined.
Light Exploration
In general, all artists use light in the
production of their work, with the possible ex
ception of a blind sculptor, for example, who
shapes his forms completely by means of the tactile
sense (there may be other instances unknown to me).
The very nature of visual art, nevertheless, re
quires the art object to possess its own source
of light or be illuminated by light in the environ
ment. We are concerned here, however, with specific
uses of light for the development of shapes in
painting.
One such technique is the Rayograph,
popularized as an art form in 1917 by Man Ray, a
poet-artist. In 1922, the process or result was
termed the "photogram" by Moholy-Nagy. Associated
with the Surrealists, Ray ingeniously used any
method available in order to accomplish his purpose,
-12-
including those of photography. Also in 1917, he
revived the cliche-verre, a process of image
development used by the Barbizon School, in which
a drawing is made on a glass negative with a needle
point and then printed on sensitized paper. This
technique, then, had been part of his experience
when, working in his improvised dark-room, he
inadvertently placed some objects on a sensitized
sheet under the light. He was startled to find an
image growing on the paper, with a three-dimensional
quality and tone gradation. He perceived the
graphic potential of the method, and, with char
acteristic acumen he named the product the "Rayograph",
after himself. Ray's friend, poet Tristan Tzara
was enthusiastic about the Rayographs, but had
reservations, since "... color is lacking as well
11
as the trembling of the brush." Undoubtedly,
Ray wished to make the Rayograph a distinct expres
sion in itself, not another version of painting, for
he wrote forty years later:
Like the undisturbed ashes of an object
consumed by flames, these images are
oxidized residues, fixed by light and
chemical elements, of an experience, an
adventure, not an experiment. They are
the result of curiosity, inspiration,
and these works do not pretend to con
vey any information.
The Photogram is a fertile source for shape
development. Simple but fruitful methods include
-13-
use of opaque, translucent and transparent objects,
ready-made as well as consciously formed for the
purpose. These can be placed motionless on the
sensitized paper or set in motion, they can be
supported at various distances from the paper, or
the paper may be placed in new locations or set in
motion. There is ample latitude for studied, deli
berate arrangement and for spontaneous manipulation.
In recent years, however, more complexppro-
cedures have evolved. The light source or sources
are diffused; the intensity of the light is varied
as well as exposure time. Light diffraction
through prisms or lenses creates unusual effects.
Another approach is "drawing" on the paper with a
pen flashlight.
Advanced darkroom techniques have been
introduced: interrupted development, double print
ing, solarization and others.
The career of contemporary artist Ellsworth
Kelly provides frequent examples of shape development
by means of light.
Throughout his development and maturity
Kelly has found inspiration and based his work
primarily upon the visible world. During his student
days in Paris in the late 1940s, his sketchbooks were
-14-
filled with patterns of shadows and stains, color
changes from one material to another, and architec
tural features.
A notable example, one of his first uses
of shadows, is La Combe , I , 1950, an oil on canvas.
While in the south of France, one day his vision
was arrested by the manner in which the shadow of
the handrail fell on the treads of the stairway
leading down from his balcony room. At various
times during the day he made sketches of the shadow,
which changed constantly. The continuity of the
shadow, of course, was interrupted by the plane of
each of the nine stair treads. In the painting, he
divided the canvas vertically into nine segments
of equal width and differentiated from each other
only by the ends of the shadow shapes which terminated
at the "edge" of each segment. E. C. Goossen,
writing on Kelly, says:
La Combe. I points up some ... char
acteristics of Kelly's way of seeing
and working. He sees things in polarities
light and shadow, window and wall, shape
against surface, color versus color; . . .
Here he has seen a shadow, not as an
aspect of its cause, the object from
which it issues, but as an independent
shape in tension with the surface on
which it occurs.
Later, in Atlantic, 1956, he was to use
shadows again. In 1954, after returning to New York,
-15-
Kelly was reading a paperback book on his lap
while riding on a bus. Shadows from lamp posts
and telephone poles broke across the two pages of
the open book in constant succession. With a
pencil, he traced the outlines of the shadows
across the two pages, turned the page, traced
another shadow, repeating this many times. At
home, he copied the images in a blank-page book
and filled them in with black ink. Thus he
developed a notebook of pictorial ideas.
Atlantic was planned from two facing pages
from this notebook. It is comprised of two joined
canvases. On each he placed one curving, sickle
like shape; the square end of the left shape ter
minates at the edge of that panel, much as in
La Combe. I. and is separated by a hairbreadth from
the pointed end of the shape on the right, thereby
creating a tension between the two shapes.
Light in the form of reflections was the
basis for 42nd, 1958. Looking from his studio
window, he noticed the reflection of his windows
on others across the street; these windows were
dirty and of poor quality glass. The reflection
was distorted because of the irregularity of the
glass, producing bent shapes. He made several
sketches from different angles; the painting was
developed by basing it on one of these sketches.
-16-
Geometric Systems
In trying to comprehend the universe and his
own world, man has long attempted to correlate all
their aspects with numerical systems. He has been
concerned with order.
The Greeks had a particularly high esteem
for the value of mathematics. In the fifth century
B.C., Philolaus, a Pythagorean, wrote "Were it not
for number and its nature, nothing that exists would
be clear to anybody either in itself or in its rela
tion to other things. . . .You can observe the power
of numbers exercising itself not only in the affairs
of demons and Gods but in all the acts and thoughts
14
of men, in all handicraft and music." The concept
grew that through the projection of mathematical
truths, expressed by proportional relationships,
universal beauty and goodness could be demonstrated.
Even Plato said much the same thing. This idea is
still influential today, to some extent.
One of the concepts that recurs in classical
Greek architecture is the Golden Mean, originally
introduced by the poet Horace. In reference to
proportion, where it has been called the Golden
Section, it has taken on the implication of an abso
lute proportion, universally appealing because of
its supposed relation to the divine laws of life and
-17-
harmony. Divine attribution was given The Golden
Section since it is not evenly divisible by a com
mon unit. This phenomenon was considered a reflection
of divine mystery.
Closer to our time, and for the same reasons
as those of the Greeks, Vitruvius and Albrecht Durer
in the Renaissance developed theories of proportion
based on the human figure. In the twentieth century,
Harvard professor Jay Hambidge published his Principle
15
of Dynamic Symmetry in 1920, and D'Arcy Thompson,
in 1952, had developed a theory concerning the growth
of forms, in which he said the final sizes and configura
tions of spiral organic forms could be predicted
mathematically.
Thus it is evident that efforts are still being
made to find order in the universe through numbers.
Paul Klee made relatively little use of a
geometric system in the strict mathematical sense,
although much of his work may be described as "geo
metric".
The Thinking Eye is a notebook of Klee's
lectures, demonstrations and other instructional
activities at the Bauhaus during the 1920s. They
provide us with a record of his teaching concepts
and methods, and therefore his private researches
-18-
at that time, since both were inseparable.
Klee's uses of a mathematical geometric system
were limited to the clarification of his thinking
regarding his own work, supplementary studies in the
preparation of class presentations, and for certain
diagrams used as classroom visual aids (he drew them
on the blackboard). He did not use such a system in
his pictorial works intended for exhibition, nor did
he train his students to use one in their assignments.
His method in these areas involved a geometry- like
vocabulary of forms, apparently natural to his own
temperament, experience and milieu.
The intention of his studies during this period,
beside organizing a teaching curriculum, was in much
the same spirit as that of the Greeks' mathematics,
that is, to analyze and understand the universe. Klee's
approach, however, was different, in that he attempted
to express his understanding of phenomena, e.g., space
and time, forces of gravity, human activity, etc., in
terms of pictorial images, not through numbers. These
images possess some of the characteristics of geo
metry but are intended to be primarily aesthetic and
didactic. In them, "An active exchange goes on be
tween the two fundamental modes of experience, the
17
constructive-geometrical and the metaphysical."
Klee is more interested in the manner of art
-19-
production than in the art object? itself. He did not
consider his theories as a scientific work but as a
perspective, an approach or way of thinking by which
one might develop the greater understanding necessary
in artistic creation. Since art encompasses all
phenomena of the universe, there is nothing irrele
vant to a greater understanding.
There are many stylistic directions evident in
Klee's own work; he "plays with the shape, moving it
toward humanization in anthopomorphic terms, Freudian,
18
religious. . . , and
surreal." Plays is an appropri
ate word here, for throughout all his work a light-
hearted thread of humor predominates.
The art of ancient Egypt developed conventions
in the depiction of forms which required these forms to
be shown at a preferred angle. This viewpoint alone
was thought to reveal the essential nature of the
forms. Klee did not confine himself to such limits.
He does not show us a universal formula for man, but man
in every conceivable situation. "Man, to Paul Klee, is
what he does and where he is. Man is a 'Juggler in
19
April', an 'Old Man Figuring', a 'Mocker Mocked',. .
There is no single pictorial type; ". . . in every
sketch the symbol is freshly apprehended and fashioned
20
anew. "
Many other artists, of course, have worked with
-20-
geometric forms, notably Van Doesburg, Max Bill, Gabo,
Malevich, Mondrian, Albers and the more recent Op/artists.
The careers of Josef Albers and Klee have
several affinities. Both have used geometric imagery,
taught at the Bauhaus, and developed elaborate educa
tional methods and artistic philosophies known to us
through their writings. Main differences between them,
however, appear to be that Klee was more interested in
the methods of art-making than in the final product and
that he considered himself to be primarily a teacher,
while with Albers, it is the reverse.
A comparison of Albers' art with that of
Mondrian may be illuminating: "Whereas Mondrian sug
gested the open extension of lines beyond the frame,
Albers has always stabilized his image within pictorial
space, emphasizing the separateness of the picture
21
world." While closed form is present in most of
Albers' work, this statement is not completely true,
since the Structural Constellations series of 1950-58
makes use of open form in a number of instances. The
series is made up of two parts, those engraved on
plastic (white line on black) and the others drawn
in ink (black line on white). No color is present.
The mechanically straight lines are predominantly
slanting and parallel, creating angles, usually acute
-21-
or obtuse, but occasionally of ninety degrees.
Always seen three-dimensionally and in perspective,
the images produce a spatial illusion not unlike
architectural forms, with cubic shapes, transparent
and opaque planes, and the like.
The Homage to the Sguare series is prqbably
the best-known of Albers' work, at least in the United
States. The squares are the culmination of his past
experiments and constitute the apex of the form-color-
space studies he had made. Forceful yet subtle, they
seem images of meditation. It is worthwhile noting that
the artist's use of this shape of seemingly little
potential stems from the Bauhaus days, when the faculty,
including Klee, involved themselves in manipulating
the square and a grid for image-making purposes or
color study. In the Homage squares, the primary inten
tion is to promote color interaction; each painting is
a complete instrtfmentation within itself. Spatial
effects are created through overlap: the arrangement
of the squares usually appears either to advance or
recede at the center, producing the illusion of
"stairs"
of various heights. Generally, the perceived degree
of clarity of the color boundaries influences this.
Transparent or translucent planes are frequently present
The earliest Homage paintings consisted of four
squares; later, three more types were added, each made
up of three squares. Of these types, one added a
-22-
squared thin white line to create the illusion of a
fourth square: since a continuous color is present
on both sides of the line, it is perceived on one side
as differentiated from the other.
Albers used a numerical system in
planning the squares. All are based on horizontal
and vertical divisions of ten units each. Gerstner,
in his book Kalte Kunst. explains further (see Plates
1 and 2):
In their horizontal arrangement, the
smallest square is in the center, and
measures 4x4 units. For each of the
two (or three) overlapping larger squares
there is an additional one, or two, units
to the right and left. In the vertical
arrangement there are two or three half-units
below the center square and either 3+1 1/2
or two 1 1/2 units above it. In this way
the spaces. left and right, above and below
the center square balance out in axial
extension. The downward shift gives ad
ditional weight, but also enhances move
ment.
This semi-concentric configuration avoids
complete four-sided symmetry which would
result in static fixation. ...
Although the proportional measurements cited above do
not completely coincide with any of the arrangements
in Plates 1 and 2, this description of Albers'' approach
in organizing the squares gives us an indication of his
logical, methodical thinking. One assumes that he
proceeds this way in all his work; we know that, in
each series, he begins with a specific problem and
attempts to explore it patiently, sometimes over a period
-23-
of years, through the production of many variations.
The point has been made that, with most artists, an
excess of variations on a theme brings weakness in
the quality of the work; with Albers, however, the
variations seem to create strength and consistency.
Shape Engineering
The term shape engineering is used here to
mean methods of shape development which make use of
(1) the subconscious mind and (2) direct perception
of the visible world. Although they may involve an
intellectual, studied approach at some point in the
process, neither uses an external
"system" such as
those involving light and geometry, already described.
Shape engineering here indicates a dependence solely
upon the human faculties of mind and eye.
The Subconscious Mind
One of the earliest recorded examples of an
automatic (unpremeditated or spontaneous) procedure
in painting is that of the Chinese and Japanese
Zen painters. In China, the highest level of achieve
ment in this style is found, perhaps, in the work of
Liang K'ai and Mu Ch'i in the thirteenth century,
and, in Japan, in that of Sesshu during the fifteenth,
The Zen style's most striking feature is "the
-24-
economy of stroke,*. . , which accords with the Zen
philosophy of immediate awakening in which form and
multiplicity are understood as expressions of an
23
absolute oneness which creates them out of itself."
The painting was executed with brush and Chinese ink
( sumi in Japan), completely monochrome, since it was
believed that the infinite variation of tints available
and the use of an irregular brush stroke, also in
great variety, were most consistent with Zen ideals.
These ideals also found expression in calligraphy,
which is "standard-free, that is, apparently crude
24
and childish, distorted and
wild." Both arts are
manifestations of ". . . Zen activity (Zen-ki = impulse,
spontaneity, dynamism, well-spring, etc.) in the sense
that they are avenues of the vital working out of
25
the religious idea."
Zen is a division within the larger Buddhist
religion. Orthodox Buddhist paintings customarily
are depictions of Buddhas presented frontally and
symmetrically or incidents described in the sutras
(discourses of the Buddha). The subject matter of
Zen painting, however, is of the real world: arhats
(Buddhist sages) and patriarchs in everyday situations,
landscape features, flowers, birds and similar themes.
In many ways, these images become scriptures for Zen,
since it is a religion that has neither scripture nor
-25-
dogma in the usual sense. In technique and style,
Zen painting also differs from the orthodox; unlike
it, ". . . , Zen does not analytically pursue minute
detail; it rather grasps truth at once, and then
26
expresses it directly and immediately." It is not
conceived in terms of complex elements which, together,
make up
the1
whole, but "... the whole is first
painted in one stroke in one breath, as it were. . .;
27it is out of the whole that the parts then emerge."
The brushwork usually is accomplished by the broken ink,
splashed ink and flung ink (haboku in Japan) methods,
which became the only techniques used in Zen painting.
The resulting work was completed in a relatively short
time while the painter, usually a Zen monk, was in a
meditative state; this condition released the mind
from attachments and allowed the subconscious to play
its part. Since the Zen approach differed so markedly
from the traditional, it was understandably regarded as
heretical, both to academic as well as to orthodox
Buddhist painting.
Art history in the western countries is studded
with the names of artists who have used automatism in
their work. Contemporary with Sesshu in Japan, Leonardo,
in the Renaissance, ". . . , had observed that an
artist could stimulate his imagination by trying to
-26-
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find recognizable shapes in the stains on old walls;
In eighteenth century England, Alexander Cozens developed
a method, also for imaginative stimulation: by crump
ling a piece of paper, blotting it with ink, and thinking
of landscape, "... representational elements may
be picked out in the configuration of blots, and then
29
elaborated into a finished picture." Also in Eng
land, but somewhat later, Constable and Turner both
profited from Cozens' procedures. More recently, Klee,
Hans Arp and Julius Bissier used an automatic approach
at some time during their careers, and Henri Matisse
proceeded spontaneously in most of his paper cut-outs.
Matisse's cut-outs have many affinities with
his drawings; his early training had included drawing
from the model and object, as well as drawing from
memory. Throughout most of his career, however,
Matisse had been dependent upon the model. In 1941-42,
when he was beginning to explore the imaginative
potentialities of the cut-outs, he had already been
searching for a means of freeing himself from this
dependence. He found in the cutting technique such
a means, since the technique and the medium itself
preclude the use of methods and conventions avail
able in drawing:
Throughout, the spontaneous venture of
making cut-out forms purely by one's im
pulses seems a clear extension of Matisse's
desires for depictive, referential, and
-27-
material freedom. Cutting and the artist's
memory, hand, and scissors had become the
primary involvements.
Ostensibly the same technique as in Matisse's
cut-outs, the collage methods of the Cubists differed
in many ways. Collage for the latter meant the use of
diverse, often pre-existing materials integrated with
in paintings or drawings. These materials were used
as elements, sometimes layered, which would upset
the visual and interpretative coherence of the work.
"The composition is sometimes left to the laws of
chance, or it is more consciously established by the
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artist." Matisse's cut-outs, on the other hand,
although sometimes layered and complex, were composed
of elements specifically made by him for the purpose;
they were intended primarily as independent composi
tions or as studies or maquettes for later execution in
other media such as textiles, glass, ceramics, or
color lithography.
One of the characteristic tenets of the Euro
pean Surrealists between World Wars I and II was that
a given shape, form or image contained many meanings
embedded within it. Influenced by Dadaism and
Freud's theories of dreams, their work frequently
presented images, quite usual when taken alone, but
incongruously combined; their purpose was the cultiva
tion of imagery which arose from the mind below the
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conscious level. They, more notably than any other
movement of modern times, developed automatism (". . .
the 'dictation of thought without control of the mind',
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. . .") most fully as a working method; among others,
Masson, especially, excelled in automatic drawing as
did Max Ernst in collage. The Surrealists, however,
"never considered such automatic processes as ends in
themselves. . . .The unconscious, chance, served them
as springboards, furnishing the initial impulse, . . .;
the artist used those as raw materials in the task of
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... ordering . . . In actuality, it should be
noted that automatism was widely practiced in the early
days of Surrealism, but was gradually abandoned, especial
ly during the 1930s, in favor of a greater dependence
upon reason.
During World War II, many of the European
Surrealists emigrated to the United States as refugees.
The American artists who later became known as the
Abstract Expressionists looked with suspicion on their
philosophy and methods, but were intrigued, nevertheless.
With New York now the international art capital, the
Americans' newly-acquired confidence encouraged them
to stop imitating foreign art styles. Matta, one of
the emigres, was largely responsible for the promotion
of automatism among the Americans: Gorky, Pollock,
DeKooning, Baziotes, Rothko, Gottlieb and Motherwell
all employed the practice in some degree. All of them,
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too, have made contributions to recent American paint
ing in the field of shape exploration. It was Mother
well, however, who was most influential in the develop
ment of Abstract Expressionism as a school. More history-
minded than his colleagues, he wrote extensively on art
in many publications. "In effect, Motherwell shaped
histor y-in-the-making, for the texts that he edited
broadened the knowledge of his fellow artists and their
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public in the 1940s and 1950s." Interestingly, he
was the chief link between European Surrealism and the
developing American movement, partially through his
collages, but also because he was closest to Matta,
who, more than any of the Surrealists, made himself
available to the American artists.
Direct Perception of the Visible World
Ellsworth Kelly was cited earlier as an artist
who derives inspiration from the visual world around
him. Although this is true, Kelly's dependence upon
direct perception has tended to diminish and become
somewhat sporadic in his more recent work. Excluding
his uses of specific light phenomena as outlined
earlier, however, he remains an artist who is strongly
influenced by the visible (he has had a strong interest
in drawing plants, not intended as sources, but as
works of art in themselves). Like many other artists
when dealing with an actual perception, Kelly reworks
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it through simplification, addition and elimination,
emphasis and deemphasis, and rearrangement of
elements, all primarily conscious decisions., His
wish is to retain only "those visual properties of the
subject that can become visual properties in the
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painting."
The window has played an important part in
Kelly's work as a motif (e.g., 42nd, 1958, described
earlier). It has also been helpful to him in
isolating a particular image, as seen through it.
This was the case with Paname, 1957 and Yellow With
Red, 1958. While visiting his friend Robert (Clark)
Indiana in his nearby studio, he often made sketches.
Attracted by the landscape as seen through a window,
Kelly discovered that the lettering on a Knickerbocker
Beer sign was fragmented by the framing window; only
incomplete letters were visible. He was to use this
phenomenon in a series of "notched" paintings, in which
straight-edge, angular shapes issue from the edges
of the canvas, thereby creating a large central image.
In the late 1960s and early 1970s, Kelly
began to introduce triangles and diamond-shaped
canvases into his work, as others had already done. A
triangular canvas was used for Green White, 1968. This
painting developed from the shape and colors of a
triangular neck scarf worn by a young girl he observed
while walking in Central Park. He followed her,
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memorizing the green and white areas of the scarf. As
in many of his two-color paintings, one color (the green)
occupies a larger area and presents a different shape
from that of the other color (white placed at the
lower center point of the triangle). Again, describing
Kelly's approach when dealing with visual images:
... the only 'system' he refers to is the
one he has devised himself by simply looking
at the world. It includes straight lines,
angles, regular and parabolic curves, flat
planes, and pure colors.
The paintings of Georges Braque from the early
1920s through his later work give us ample opportunity
for shape study. Replacing the rigorous angularity
of Cubism's earlier years, the work becomes more
rhythmic, with rich textures. In this later work, the
viewer senses a relaxed but controlled'.order and
restraint. We also feel the apparent pleasure taken
by Braque in the manipulation of both the paint and
the shapes themselves: the shapes are recognizable
in terms of objects such as tables, guitars or other
accoutrements, yet they are adjusted to his own
vision of the world and the needs of the painting.
Describing his use of birds as pictorial elements
in the work since 1948, he is also explaining his
method with shape in general:
While they interest me as living animal
species, I have to bury in my memory their
natural functions as birds. ... so that
I can draw closer to my essential preoccupa-
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tion: the construction of pictorial fact.
Only painting must impose its presence on
what touches it, and metamorphose it afresh;
everything that goes to make up the picture
must be integrated with this presence, and
must efface itself before it.
Braque 's approach with shape, then, involves,
first, the perception of the stimulus, next, internaliz
ing the perception in the conscious and subconscious
mind, and, finally, in his words, metamorphosi ng or
reordering it through intuition and/or conscious
trial -and-error .
PART III: THESIS RESEARCH: SHAPE AND COLOR PERCEPTION
The eyes' capacity to distinguish between
areas of different brightness and color allows us
to determine the boundaries of an object or form.
We are able to do this when viewing a painting.
Shape and color are seen concurrently or integrated
in a painting and in the world around us; so closely
are they interlocked that it is sometimes difficult
to realize that they are separate phenomena. Since
they are separate, they can be compared.
In terms of numbers, far more shapes can be
distinguished one from another than is the case with
colors. Arnheim cites as examples the hundreds of
human faces we can recognize and the capability of
experts to identify the fingerprints of one individual
among many millions. He says the number of colors we
can recognize with certainty "hardly exceeds six,
namely the three primaries plus the secondaries con-
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necting them,. . .
'
We are quite successful,
however, in separating closely-keyed shades, but our
visual abilities are extremely limited in distinguishing
colors by memory or when they are some distance apart.
The reason for this, Arnheim believes, is that ". . . .
differences in degree are much harder to keep in mind
39
than differences in
kind." We are able to distinguish
-33-
-34-
the gray scale with certainty, in addition to the
primaries, but even the secondaries can be mistaken
for a primary, as for example, an orange for a red or
yellow. In the case of a violet-purple combination,
we must usually place them together to tell them
apart. When the element of shape is introduced,
however, our ability to discriminate is considerably
enriched.
Shape, by itself, is a better means of identi
fication than color "... not only because it offers
many more kinds of qualitative difference, but also
because the distinctive characteristics of shape are
much more resistant to environmental variations."
To illustrate what he means by qualitative differences
in shape, he notes that people may recognize an object
even if its spatial orientation differs from that to
which they are accustomed; a human figure may present
different qualities when seen from various angles and
in different positions. Arnheim goes on to say that
". . ., shape is almost entirely unaffected by changes
of brightness or color in the environment, whereas the
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local color of objects is most vulnerable in this respect."
The two points made in this statement would seem to be in
congruous; in reference to art, a painting might include
a shape of a particular color surrounded by a field of
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the same color, but of a lighter value. If the
color of the field were darkened to the value of
the shape color, the shape would no longer be seen
since its boundary had disappeared. An example of
this activity, although not as complete, is found
in many paintings of Olitski, in which barely per
ceptible changes of value or hue almost cause shape
like areas to dissolve. In Interaction of Color,
Albers presents a class exercise dealing with this
phenomenon, which he terms "vanishing boundaries".
He says, regarding the effect which is to be sought:
It is confined to adjacent, neighboring
colors and depends most decisively on
equal 'light intensity'. Only real equal
ity in lightness or an equivalent real
equality in darkness produces the effect
here aimed at and searched for.
In the exercise, the students attempt to find two
colors (colored paper) which, when joined at the edges,
appear to be homogeneous and without boundary between
them.
Thus, color is often perceived only in relation
ship to other colors. This relation is fragile and
may change, depending upon the circumstances present.
Color constancy does exist, to some degree,
however. It is aided byytheofact that the retina
adapts to the given illumination. In the presence of
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light of a particular color, the eyes decrease
their response to that color, reducing the effect
of the colored light on the color of the objects in
the field.
The intensity of light has its effect on color.
With strong illumination, reds appear especially
bright because the cones of the retina are most active
and are most responsive to the longer wavelengths.
Subdued light will exaggerate the greens and blues
but will cause them to appear more whitish because
the rods of "the retina, more responsive to shorter
wavelengths, now play a greater part. While Thesis
Painting 2 was in progress, the primary illumination
consisted of two powerful photoflood lamps. When the
lamps were turned off and the painting was viewed
under the remaining subdued, more distant light,
this effect was very noticeable. Further, when the
painting was removed to the outdoors for viewing in
the slightly overcast daylight, it was evident that
the purplish-and brownish-reds, the pink-umber, and the
orange appeared considerably weaker, while the blue-
green, especially, seemed stronger. The color effect
was more chalky than under the artificial lighting.
This was due, of course, to the more subdued and
diffused natural light. In addition, the discrepancy
occurred partially because of the fact that natural
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light tends to be bluish, whereas, thee studio lamps
were tungsten, a reddish light. Little comparable
change was observed among the shapes.
Thus, the artist's colors are strongly affected
by the illumination present, while his shapes are less
influenced. We cannot be certain, when viewing a
painting by Monet in the gallery, that we are seeing
the artist's intended colors, since, for the most
part, the Impressionists worked outdoors in daylight.
If the gallery's lighting is tungsten, we are not;
if fluorescent, what we see is probably closer to the
true color effect.
The perception of color within a framework
of shape is carefully planned and particularly com
plex in Albers' Homage to the Square series, described
earlier. Discussing the square format, Chassman says:
Whereas a square presented in context with
other differing forms is indeed strong,
there are very few forms that are weaker
than a square inside a square. Repeated
forms tend to weaken themselves and
create strength among other variables:. . .
color, in the case of the Homage to the Sguare,
In fact, strong interaction of color is
directly dependent upon the use of a weak
form.
He goes on to say that the factors which inhibit color
interaction are not present in the squares, such fac
tors as a strong figure with weak ground, small
adjacent areas of color, extremely sharp boundaries
between colors, perspective, and subject matter
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associated with visual reality. Instead, the figures
are equal in shape, the boundaries have no special
definition, and the color areas are large. The
color interaction occurs as follows, according to
Chassman^
In two-color situations, colors tend
to call up their complementaries in
adjacent areas. This primarily induced
color . ... fuses with the adjacent
color and gives rise to a secondarily
induced color. However, because there
is a third or fourth color present, the
newly induced color will call up its
complementary in the third square, which
in turn fuses with the color of the third
area. At the same time, the original
color of the second area calls up its
complementary in the third area, which,
being different from the induced color
of that area, produces a different
comple mentary.
This action creates a pulsation on both the surface
and into induced spatial depth. When the pulse
reaches the white perimeter (a thin white stripe of
paint applied by Albers enclosing the outer square),
an effect of "imprisonment" (author's term) occurs,
forcing the movement to reverse itself. Thus color
perception at a given moment is always induced, as are
depth and mass. A temporal pulsation generates sen
sations of bending or undulating surfaces, convexity
or concavity.
In the squares, then, color is Albers' primary
concern. Shape, although it is scrupulously organized,
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exists mainly as a structure within which to present
the color.
Pictorial space is often perceived in config
urations of shapes, as has been noted. Earlier during
my degree studies, I developed several paintings through
the use of overlays traced from a collection of small,
freely-drawn shape segments which I had previously
made (see Plate 16). My goal and main concern in
these overlays was to organize the shapes into effect
ive arrangements within a rectangular format. As the
overlays progressed, spatial suggestions began to
emerge. In some cases I removed or de-emphasized them;
in others, they were purposely sought. One overlay,
in particular, was the basis for two different paintings:
An acrylic with little or no illusion of space and a
landscape with many spatial clues. In the Thesis
Paintings, space is either implied or openly expressed.
Schachtel suggests that the experience of
color is similar to emotion, that we tend to be
passive receivers of stimulation. An emotion, he
says, is not created by an actively organizing mind.
Shape, on the other hand, appears to require a more
active response of analyzing the object. In short,
the color stimulus initiates the action and affects
the viewer, while the organizing mind reaches out to
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the object. Arnheim feels this explanation is too
limited. He believes that there is less distinction
between the passive response to color and the active
organizing response to shape. In his opinion, we
tend, also, to actively organize the color relation
ships and passively respond emotionally to shapes
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when producing or viewing a painting.
In the history of western art, shape has been
considered more important and dignified than color.
Matisse has been quoted as saying: "If drawing is
of the spirit and color of the senses, you must
draw first, to cultivate the spirit and to be able to
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lead color into spiritual paths." Kant and Poussin
said much the same thing, and, according to Charles
Blanc, "the union of design and color is necessary
to beget painting just as is the union of man and
woman to beget mankind, but design must maintain its
preponderance over color. Otherwise painting speeds
to its ruin: it will fall through color just as
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mankind fell through Eve."
So much for the work of Olitski.
PART IV: THE PAINTING PROCEDURES AND THE PAINTINGS
Procedures for Paintings 1, 2 and 3
A canvas size of 4 x 5 feet has served me
well for several years. It is not too large to be
beyond human scale, and it is readily adaptable to
most studio, storage, transport and exhibition con
ditions. It is large enough to provide a more force
ful presence and opportunity for a wider range of
effects and broad treatment than a smaller size
offers; for me, it allows greater possibilities for
decorative qualities, toward which I seem to have an
inclination. Last, the proportion of 4 to 5 maintains
a certain "husky" feeling which I like. All three
of these paintings measure 4x5 feet.
I chose a good quality unprimed cotton canvas,
since I prefer it to linen, and in order to take
advantage of the effect of raw canvas in certain
areas of Painting 1. For this canvas, only the area
of the large silver image and its branches was gessoed,
acrylic matte medium being used for the remainder; the
latter was done in order to provide a ground for the
colors and to retain the raw canvas effect of the
unpainted areas while protecting them from soiling. The entire
-41-
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canvas was gessoed in Paintings 2 and 3. Rather
than strip framing with lattice, which has been my
custom, I used light brown plastic tape for the
three paintings to further interrelate them.
At the; time of the Thesis Proposal I had
decided upon liquid jar acrylic as the primary med
ium, supplemented by metallic silver and possibly
gold. For a considerable time I had been interested
in the uses of metallics by the Japanese Decorative
School: Sotatsu, Korin and others. The neutral color
and capricious qualities of silver, especially, when
combined with a range of other colors, intrigued me
as possibly creating unusual spatial effects. In
general, my intention was to explore much more fully
the potentialities of color interaction in Paintings
1, 2 and 3 than in the small watercolors to follow.
The central images of Paintings 1 and 3 and
the dominant shapes of Painting 2 were developed
by a method using light. I placed potted plants,
usually one at a time, on a table under a light
source (a tripod photoflood or swivel drafting lamp).
When a sheet of tracing paper was placed on the table
near the plant, the plant cast a shadow on the paper;
by varying the posltion(s) of the paper, plant and/or
lamp; the shadow could be made to assume an infinite
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number of configurations. Through means of critical
selection, I chose the most pleasing or useful of
these configurations and traced their contours in
pencil line on the paper. Repetition of this process
furnished a stockpile of images; combining two or
three of these stockpile images or using them singly,
I traced several different master overlays from
them using pieces of tracing paper each 8 x 10 inches,
the canvas proportions. The best of these master
overlays was then transferred to 8 x 10 inch drawing
paper to be used for color planning. Possible color
choices were made at this stage for each painting by
indicating them on the drawing paper images with
colored pencil (for Painting 1, the entire process
is shown in sequence in Plates 3-8; see Plates 10 and
11 for the original plant tracings for Painting 2).
In general, the major or dominant shapes were
assigned silver, the colors to the others. Thought
was given to flatness and modulation and thus indicated
in color. In some cases, as few as one separate paper
shape was made for exploring alternative colors;
occasionally, the entire image was redesigned using
overlays. Either process might occur before or during
the actual painting process.
Enlargement of the final images on the canvases
was accomplished by projection using acetate transparencies,
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In the earliest stages of planning these paint
ings, I had decided to investigate the possibilities
of surface effects combined with flat areas of color.
My intention was to use such effects in a minor way,
if appropriate, but not so liberally as to obscure
the element of shape, the primary focus of the Thesis.
When carried out, this intention seemed to work rather
well.
The silver areas of the three canvases were
painted in Rustoleum, intended for metal preservation.
After trying other possibilites, including acrylic
silver, which has little sheen, I chose Rustoleum;
it was completely satisfactory. It is easily brush-
able and capable of modulation as well as flat appli
cation.
Painting 1 Blue Plus Plate 9
Even more than in Paintings 2 or 3, the main
purpose of Blue Plus was to study the effects of
color interaction. To differentiate it from Painting
3, the central image is purposely more symmetrical,
formal and aggressive.
After gessoing the central shape and its branches
and applying acrylic matte medium to the remaining
areas, all gessoed portions were first painted in
a minimum number of coats of Rustoleum, producing
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a very matte, almost non-metallic surface. The
edges of the shape and the branches were then painted
more heavily in order to obtain a greater silver
lustre in those areas. The hope was that by doing
this, greater color action would take place between
the silver and the other colors. Next, the canvas
was taped along the vertical divisions. The colors
were brush-painted, matte in all cases except the
gloss green. Throughout this process, I strove to
create a varying network of color areas which would
produce spatial and three-way reactions, for example,
one color with another color and both with silver.
A few of the color effects I perceive in the
painting are as follows:
1. The lighter blue seems to advance
further than the darker blue, but
variations occur according to
location.
2. The lighter blue, where it abuts
silver, appears to recede behind
it; it "floats" when surrounded by a
raw canvas border but advances
forward of the silver where a raw
canvas shape occurs edged with the
lighter blue.
3. The raw canvas vertical stripes
recede behind the silver, as do
the light brown and gray stripes.
4. The green seems to advance further
than the silver where they abut; it
recedes behind it when "floating".
Blue Plus developed from two original plant
tracings. Portions of each were traced and combined
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into a single master overlay (Plates 3-7).
Originallyjconceived as a silver shape playing
actoss a series of continuous vertical stripes of
varying widths (see Plate 8), this stripe arrangement
was explored, then abandoned in favor of a grid system
which was also abandoned. The final choice, four
discontinuous or "interrrupted" stripes of equal
width, was used in the expectation of obtaining maxi
mum color effect.
Painting 2 Selva Plate 12
The concept of this work differs markedly from
those of Paintings 1 and 3. Most notable are the obvious
spatial indications of illusionistic overlap and depth,
the representational intention and the interrelation
ships among smaller parts in place of a large central
image. There is less emphasis on a figure-ground
relationship. The presence of strong color interaction
is not as evident here; colors tend to be more
closely-keyed.
The predominant painting techniques were sur
mised and adapted from a study of the work of Ron Kitaj,
which has attracted me for a number of years. My
adaptations use glazing and dry brush methods. Many
areas, large and small, were given repeated applications of
thin, transparent paint; the primary areas of dry
brush were the pink-umber and dark silver backgrounds
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and the large olive-colored shape in the lower center.
In some instances, both glazing and dry brush were
combined within the same shape or area by super
imposing them, as was done in the dark silver background,
The image for the painting was created (see
Plates 10 and 11); parts of each of these were inte
grated into a master overlay from which the painting
was begun. This image underwent several stages
of reorganization during the painting process,
including the planning of the smaller details.
Painting 3 Atmospheric Plate 13
Developed in a simple, uncomplicated manner
from one original plant tracing, the contours of
the expansive silver image are largely faithful
to the original shadow source, although a number
of changes were made. The painting was planned
specifically to combine the flat silver shape with
the surrounding modulated colors in order to en
courage color interaction and to involve a figure
with a ground.
All silver areas were painted first and their
edges were taped. A thin blue wash was laid over
the remaining open portions at both top and bottom.
Considerable surface treatment was then accomplished
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in those and in the side areas: the stippled sec
tions of the upper and lower left were applied
with sponges, the yellows and green were loosely
painted in, and last, the remaining opaque colors
of the upper section and the lower right (the orange,
earth colors and olive) were completed.
Silver is applied more heavily and is more
lustrous here than in the other work, giving it
a broader range of tonal effect from pale to dark
gray, depending upon the viewing angle and intensity
of illumination. The yellows and green appear to
advance from the silver; the pink and salmon remain
on the same plane, while the upper blue, orange, and
certain earth colors, as well as those in the lower
right corner all recede. In some situations of semi-
darkness (not encountered in adequate gallery il
lumination), all areas seem to "jump off" the canvas
except the silver and the dark blue of the lower
left, both of which recede far behind the advancing
colors.
Procedures for Paintings 4. 5 and 6
These small watercolors are unlike the
canvases in most respects. Aside from the dif
ferences in scale and medium, they all vary in
size, are less interrelated as a group of three,
include more representational elements, and were
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created by different means. Painting 4, 20 x 20 inches,
is one of the few square formats I have ever used.
Painting 5 is 20 x 25 and Painting 6, 20 x 27.
Illustration board is the ground for all
three works. I prefer a relatively smooth surface
for water color and wished, as in the canvases, to
combine flat color areas having some degree of edge
clarity with other, more varied areas. Illustration
board will respond to both approaches adequately
for my purposes.
For presentation, this work was framed with
glass and backing secured by Braquettes to await
their final disposition.
Transparent water color has long been of great
interest to me primarily for three reasons: its
delicacy, immediacy, and simplicity of execution;
this simplicity, however, is deceiving in that con
siderable judgment must be exercised in order to
achieve the desired result. If the wrong move is
made, one cannot retrace one's steps and the problem
is difficult or impossible to correct; this charac
teristic of the medium presents one of its challenges.
Silver and gold gouache are also used in Painting 4.
I am not a purist.
Paintings 4 and 5, fundamentally still lifes,
were based upon small exploratory color sketches
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in pastel. Using traced overlays, as in the canvases,
I made variations, in line, of the original sketches.
The preferable variations then were given tentative
color with colored pencil. In the case of Painting
4, the format was changed from rectangular to circular,
Painting 6 was derived from an overlay which
I had made prior to the Thesis for a large non-repre
sentational canvas (see Plate 16). For Painting 6
I again used the overlay approach, adapting the
old image to one of recognizable landscape elements.
As usual, the most satisfying variation was given
color. When completed, Painting 6 made use of
these preliminary color choices, for the most part,
whereas the previous two paintings passed through
several stages of color development. As in the
large canvases, both flat and modulated color areas
were planned. Changes were also made during the
painting process.
Enlargement of the final image on the painting
surface was accomplished in each instance by use
of a grid.
Regarding the exploration of both flatness
and variegation of colors within the same work,
all three watercolors exhibit this approach in
greater or lesser degree; Painting 4, however,
because of its concept, seemed to benefit from a
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somewhat more "tight" execution, particularly within
the table area.
Painting 4 The Captain's Table Plate 14
Having done much work with still life in
recent years, treating it in various styles and
manners, the thought of using the theme again in
thesis paintings appealed to me very strongly.
For me, it seems a congenial framework which can
lend itself to a wide variety of approaches, e.g.,
intimate, monumental, humorous, didactic, literary,
art historical and others.
For this watercolor I used an idea based
on my Navy experience after World War II. Among
my souvenirs of those days is an officers' white
wardroom (dining room) table cloth emblazoned with
a very large Seal of the Navy Department. This
suggested the idea.
I began with a small, generalized pastel
sketch of a white-covered table viewed from above,
on which were indications of the Navy seal, table
ware and other evocative shapes, all carried out
primarily in spectrum colors I thought appropriate.
From this sketch I made one traced overlay, elabor
ating as I proceeded. Deciding to change the idea
from a rectangular to a circular format (as if
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viewing the setting through a ship's porthole),
I made a second overlay which clarified all elements
of the work.
The final painting followed this conception
rather closely. As aids, I used illustrations of
table service from discount store catalogs and
magazine advertisements of food; my memory and
imagination served me for all other pictorial
elements. The inclusion of a "jumbled perspective"
appealed to my sense of whimsy andf I hope,
heightened the surreal effect.
Transparent watercolor is used here for the
entire painting, with the exception of certain
table ware, uniform and porthole features, which
are gouache metal lies. Most shapes and areas are
primarily flat. In some instances, however, there
is modulation by means of brushwork and in the flow
of the watercolor.
Painting 5 Still Life With Deliberation and Weather Plate 15
As in Painting 4, I once more explored the
still life theme. Here, the work also developed
from a small pastel sketch, this time with more
subtlety of color.
Several rough line sketches in pencil fol
lowed the original sketch, and later, three over
lays for purposes of clarification and further
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development. The basic components remained through
out: the quasi-geometric shape of the table, bric-
a-brac, patterned floor and drapery effect. Now
present, however, were rather incongruous land
scape elements (another window, as in Painting 4?).
Flat shapes occur in the finished work but
more advantage is taken of brushwork and broken
color treatments than in the previous painting.
"Jumbled" effects are again used, in this instance
the shadows and perspective as well as moonlight
and rainbow; all is somewhat in the spirit of David
Hockney, who has parodied Still Life as a painting
genre by playing with cast shadows, perspective,
drapery and other basic pictorial devices tradi
tionally available to the painter.
Painting 6 Fred Harvey's Grand Canyon Plate 17
As mentioned, the source of this watercolor
was an overlay I had made in 1975 (before the Thesis)
for a large painting (see Plate 16). The overlay
was the ultimate result of the following process:
About 1953 I had accumulated a series of small,
equal-sized paper segments, each with a freely-
drawn original shape or group of shapes indicated
in color. At that time, they were intended to be
used individually for color study. In 1975 I used
them for shape development by arranging and taping
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several of them together in various patterns; fre
quently their edges would abut and at other times
overlap would occur. Disregarding the color, I
was able, with overlays, to trace the shape boun
daries with line, creating a series of useable con
figurations within rectangular formats. Since some
of the boundaries were contiguous from one segment
to the next, the shape size was often enlarged.
By tracing selectively, spatial clues were derived
when desired.
For Painting 6, I used the 1975 overlay
inverted, since, by doing this, landscape elements
were suggested. I had previously done considerable
work with landscape and decided to explore the theme
further in the Thesis. A small pastel sketch was
made, based on the overlay, then two overlays of
the sketch for image improvement. The second of
these was made into a final color sketch for the
painting.
A characteristic of this watercolor is the
use of
"striping" or "reinforced edges", done in
somewhat the same manner as with the edge of the
silver area of Painting 1; here, for Painting 6,
it appears to be primarily a decorative device and
may contribute to an overall effect reminiscent of
the Japanese decorative painters.
-55-
Purposely, and fittingly for the result I
desired, the color choices were rather closely-
keyed and muted. Stimulus for these choices was
found in a 1908 painting of the Grand Canyon repro
duced on the cover of a Santa Fe Railroad dining
car menu of the thirties; the food service was pro
vided by Fred Harvey and Company, hence the title of
Painting 6. With the exception of color, Painting
6 bears no resemblance to the menu reproduction
or to the Grand Canyon itself. Again, I attempted
to coordinate flat and varied color areas in the work,
As a traditional area of subject matter
capable of a broad range of approaches, Landscape
is probably the equal of Still Life, described
earlier.
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Pflate 5. First. Overlay (in two parts) for Painting 1
Plate 6. Second Overlay for Painting 1
Plate 7. Third (Master) Overlay for Painting 1
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Plate 8. First Color Sketch for Painting 1
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Plate 9. Painting 1: Blue Plus
"%
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Plate 10. Plant Tracing for Painting 2 \
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Plate 12. Painting 2: Selva
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Plate 13. Painting 3: Atmospheric
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Plate 14. Painting 4: The Captain's Table
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CONCLUSION: EVALUATIONS
The Thesis Proposal
In contracting for a future course of action
such as a thesis, one must try to determine the
feasibility of the plan and the limitations with
in which it is necessary to work. To be considered,
too, is the plan's relationship with the future;
to put it to best use, appropriate problems or
challenges must be proposed which, when solved or
met, will provide benefit, personal or otherwise.
The Thesis Proposal grew out of the past, but
was not merely the plan for a termination; I built
into it, with the help of my advisors, latitude
for future development in the directions I thought
I wished to travel. The Thesis has presented con
stant challenge; it has been realisitic and workable.
As formulated, the plan has accomplished, I think,
what I hoped and expected it to accomplish. Considerable
benefit has been and should continue to be derived.
Personal Methods of Shape Development
The methods which I used in the Thesis Paintings
all have one factor in common, the use of overlays
traced from a pre-existing image source. The sources
were these: the contours of plant shadows for
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Paintings 1-3, rough pastel sketches for Paintings
4 and 5, and a three-year-old overlay made for
another painting was used for Painting 6.
The use of overlays as a technique is not
new. It is common in the field of graphic arts,
where it is used in commercial art "mechanicals",
color separations for printing, visual aids and
the like. What may be new or at least unusual in
my approach is the application of the method in
painting. In the Thesis, overlays served primarily
as a means of developing shapes and structuring
the painting, functioning largely as substitutes
for sketches; in the latter, I have a tendency to
make many corrections, thereby losing the results
of all intermediate stages. By retaining the un
corrected series of overlays, one has a complete
record of the image's development and may use the
most applicable features of any or all of them
in a final, fully elaborated overlay. My experience
with the overlay indicates that it is equally use
ful for developing images from one's own exploratory,
tentative marks and sketches or from pre-existing
external sources which are visually perceived. It
should be mentioned, however, that my use of the
method is probably most applicable in developing
paintings which have well-defined areas, as mine had.
-75-
The overlay process could no doubt be adapted
and also prove helpful in planning work with less
definition.
Although (perhaps because) these uses of the
overlay are extremely simple technically, pitfalls
exist. The repeated use of the same overlay as the
source of more than one painting (as was the case
with Painting 6) might become counter-productive and
sterile if carried too far; one should remain aware
of its limits of usefulness. Nonetheless, as in
any past work, new or unseen possibilities may be
present. Another hazard, for me, is that during the
tracing process, one may lose sight of the primary
purpose of the overlay, the development of a paint
ing framework; in this event, both the method and
result may become somewhat rigid and mechanical or
solely an intellectual game. The game quality and
approach might be productive in the right hands,
however, or if purposely sought.
The Paintings
Like any adventure, a painting newly u
nder-
taken is an exploration into the unknown. The
resulting work will never
have existed before, and,
if one is true to oneself, there are relatively few
precedents to follow. Realization of the concept
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will almost inevitably require certain new strategies
since each painting has its own peculiar demands.
An overly-critical attitude toward the work in
progress (sometimes my tendency) can be restricting,
but an objective evaluation after its completion
is necessary and helpful, since, at that point, one
views the work with more perspective.
Overall, I think, I have accomplished my
objectives in the Thesis Paintings; these objectives
were as follows:
1. to continue work on canvas in
large scale while increasing
my competence in creating effect
ive shapes and integrating them,
in both flat and modulated areas,
with a more developed use of color,
a higher level of craftsmanship
and a clearly focused idea.
2. to further develop the above
capabilities in small format in
order to undertake more intimate
concepts which may occur to me.
3. to develop a more professional
attitude toward my work and the
work of others.
The Thesis Report
I believe that in this, too, I have accom
plished my goal of writing a Report which is not
merely a journalistic
account of "what happened",
but also an exploration, like the Paintings, of
the concepts with which I was dealing.
I. am now
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more cognizant of the element of Shape: methods
of creating it, varied roles it can play, its actions
in perception.
The processes of research and writing
required by the Report have been valuable exper
iences for me, for I am one who wishes to know "why"
as well as "how".
Prospects for the Future
Depending upon circumstances, I hope to
continue painting (and possibly to write about it)
in the years ahead. To work, perhaps, more consist
ently, to develop further, to reach and maintain a
higher level of achievement which is most natural
and effective for me: these are some of my goals.
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NOTES
1. "Surface effects" are various painterly treat
ments, primarily of modulation, achievable
because of the nature of the medium and its
manipulation. Here, with watercolor, examples
are graded washes, wet-in-wet, etc.
2. Bernard Berenson, Aesthetics and History in
the Visual Arts (New York: Pantheon Books, 1948),
p. 154.
3. Ibid., p. 156. All terms quotedrare Berenson* s.
4. Ibid., p. 65. All terms quoted are Berenson's.
5. Mark Rothko, Possibilities. No. 1 (Winter, 1947-48),
j a quoted in Barbara Rose, ed., Readings in American
Art since 1900 (New York: Frederick A. Praeger,
1968), p. -144.
6. Otto Ocvirk et al . , Art Fundamentals-Theory and
Practice. 3rd ed. (Dubuque, Iowa: William c.
Brown Co.', 1975), p. 43.
7. Robert H. McKim, Experiences in Visual Thinking
(Monterey, Calif.: Brooks/Cole Publishing Co.,
1972), p. 53.
8. Mary Henle, ed., The Selected Papers of Wolfgang
Kohler (New York: Liveright Publishing Corp.,
1971) , p. 164.
9. Ibid.
10. These are the main points discussed in Rudolf
Arnheim, Art and Visual Perception (Berkeley:
University of California Press, 1974), pp. 47-48.
11. Man Ray, Ravographs 1921-1928, exhibition port
folio (Stuttgart: LGA-Ausstellung, 1963), quoted
in Jules Langsner, Man Ray, exhibition catalog
(Los Angeles: Los Angeles County Museum of Art,
1966), p. 25.
12. Ibid., quoted in Roland Penrose, Man Ray (London:
Thames and Hudson, 1975), p. 82.
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13. E. C. Goossen, Ellsworth Kelly (New York:
Museum of Modern Art, 1973) p. 35.
14. Joseph Krause, The Nature of Art (Englewood
Cliffs, N.J.: Prentice-Hall, 1969) p. 265.
15. Jay Hambidge, Dynamic Symmetry: The Greek
Vase (New Haven: Yale University Press, 1920).
16. D'Arcy Thompson, On Growth and Form. 2nd ed.
(New York: Cambridge University Press, 1952),
vol. II.
17. Jurg Spiller, ed., Paul Klee Notebooks. The
Thinking Eye (London: Percy Lund, Humphries,
1961), vol. I, p. 37.
18. Goossen, Ellsworth Kelly, p. 21.
19. Leo Steinberg, The Eye is a Part of the Mind
quoted in Susanne Langer, ed., Reflections on
Art (New York: Oxford University Press, 1961),
p. 257.
20. Ibid.
21. Peter Morrin, Paintings in America, quoted in
Sam Hunter, ed., Josef Albers (Princeton, N.J.:
Art Museum, Princeton University, 1971), p. 11.
22. Karl Gerstner, Kalte Kunst? Zum Standort der
heutiqen Malerei (Teufen AR, Switzerland:
Verlag Arthur Niggli, 1957), quoted in Eugen
Gomringer, Josef Albers (New York: Wittenborn,
1967), p. 137.
23. Hertha Schulze, Zen in Painting, study guide
for Oriental Art course. Rochester Institute
of Technology, Winter 1973-74, p. 1.
24. Ibid.
25. Ibid.
26. Shin'ichi Hisamatsu, Zen and the Fine Arts
(Tokyo: Kodansha International Ltd., 1971),
p. 21.
27. Ibid.
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28. H. W. Janson, History of Art (New York: Prentice-
Hall and Harry N. Abrams , Inc., 1962), p. 468.
29. Ibid.
30. Jack Cowart et al., Henri Matisse Paper Cut-outs.
(St. Louis: St. Louis Art Museum and Detroit
Institute of Arts, 1977), p. 18.
31. Ibid., p. 16.
32. Patrick Waldberg, Surrealism (New York: McGraw-
Hill Book Co., no date), p. 8.
33. Ibid.
i
Irving Sandler, The Triumph of American Painting34
(New York: Praeger Publishers, Inc., 1970), p. 202,
35. Goossen, Ellsworth Kelly, p. 21.
36. Ibid.
37. Jacques Damase, Georges Brague (New York: Barnes
and Noble, 1963), p. 76.
38. Arnheim, Art and Visual Perception, p. 333.
39. Ibid.
40. Ibid.
41. Ibid.
42. Josef Albers, Interaction of Color, new pocket
ed. (New Haven: Yale University Press, 1975) p. 63,
43. Neil Chassman, Visual Perception and Color Theory.
quoted in Hunter, Josef Albers, p. 33.
44. Ibid.
45. These are points raised by the author when dis-
Lcussing perception and personality in Arnheim,
Art and Visual Perception, p. 336.
46. Ibid.
47. Ibid., p. 337.
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